Wine, Women and Song: Gender Roles in Corinthian Cult
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neion, the tripod, the sphinx, the winged horse. As each of these gains additional narrative meaning when combined with other figures (Perseus; Apollo and Heraklesj Oedipusj Bellerophon), so too does the padded dancer when he is multiplied, or combined with other figures in other activities. But we must remember that the figure has its own intrinsic meaning, though we may not be certain what that meaning was.
Amyx noted that many of the vases with padded dancers have functions associated with wine: krater, oinochoe and kotyle, but virtually every shape of vase can be decorated with the figures: pyxides, plates, phialai, votive plaques, and "... the great preference for aryballoi and alabastra shows (quoting Seeberg) 'no obvious link' with their subject matter.,,8 So if iconography is related to the shape and function of the vase,9 then the meaning of the dancers is important in virtually every aspect of society in which vases functioned, for both men and women.
On four vases 10 (but not on a krater), dancers are in company with a single banqueter. In his first discussion, Fehr did not offer a specific interpretation of the banqueter,l1 but he notes earlier arguments that suggested that the figure could be a reclining Dionyso's.12 It is important to remember that the true symposion cannot take place with only one person; thus the single figure (or in a few cases, one couch with a man and woman together) should be interpreted as not mortaI. In addition there are a few scenes of padded dancers accompanying the return of Hephaistos, perhaps as many scholars have suggested, indicative of sorne sort of performance of a thiasos. 13 The dionysiac connection seems plausible, despite the lad: of 8 AMYx, CorVP, p. 651. 9 That of course begs the question: are shape and function related? Despite recent attempts to suggest that they are, especially in Attic vase-painting, the question needs much more analysis.
10 SEEBERG no. 224 (bowl, London, from Kamiros; AMYX, CorVP, p. 195 , by the Medallion Painter), no. 225 (Athens, plate; this couId be from Corinth; AMYX, CorVP, p. 229, Skating Painter); no. 228 (mastos, Paris, from where?; AMYX, CorVP, p. 502, unattributed), no. 240 (amphoriskos, London, from Corinth?; AMYX, CorVP, p. 270, Tydeus Painter). Ali four differ in the scenes: the lekanoid bowl in London has an animal frieze on one side, the plate has padded dancers and a large wine bowl; the mastos includes two men on horses, fallen dancers as weil as upright ones; the London amphoriskos has both a reclining man and woman and women companions of the padded dancers. 14 But more recently, Fehr has proposed another interpretation, that the above scenes call to mind the akletoi, the 'uninvited' who perform at the symposion for the guests. 15 Fehr distinguishes between two types of symposia: those whieh show many symposiasts surrounded with the artefacts of the aristocratie life (hunting equipment, dogs, lyres) and those with the padded dancers performing without such artefacts. That is an important distinction; but l find no reason to believe that the dancers are performing at symposia, when there is only one symposiast represented. Most padded dancers appear in non-symposia scenes, whieh Fehr does not discuss.
Fehr notes that many of the scenes of the aristocratie symposia, very popular on kraters, show on the reverse other scenes of the aristocratie life, most commonly riders. There are very few kraters, to my knowledge, whieh combine the banquet on one side with the dancers on the other,16 whieh one might expect to find jfin fact the padded dancers were a well-known feature of aristocratie entertainment. There are, however, a number of vases, including kraters whieh combine a frieze of padded dancers on one side and horsemen on the other. Corinth, now in Athens. 18 The akletoi may have been a form of entertainment at the symposion, but I do not think that the padded dancers can be so iqentified. There could be a general reference to banqueting because many kraters (Amyx notes over Ｕ Ｐ Ｑ ｾ show the dancersj but the association is really with the wine, whether served at private banquets, public feasts, sacrifiees, etc. The more specifie situations in whieh one finds padded dancers: with the solitary banqueter (honour for a hero or god), the Return of Hephaistos (performance), or with women dancers and officiaIs (a festival, see the Berlin pyxis, discussed below) help to clarify their meaning. They dance, they drink, they in sorne way refer to or honour Dionysos. But they are not specifie participants at private symposia. 20 We cannot put the padded dancers into a specifie space; the scenes suggest activity around the krater or other wine implements, and the setting could be both indoor and outdoor. If the dancers are a part of cultie activity, we should note the similarity of costùme to the later phlyax figures. 21 The major difference is the use of masks by the latter. It is certainly possible that the riotous dance surely in honour of Dionysos (and most likely other deities as weil), the movement that transformed the participant, was over the years codified into a theatrieal burlesque that also transformed and liberated both participants and onlookers. It cannot be proven that the padded dancers were the immediate forerunners of phlyakes or comie performances. I suggest, however, that the 100+ years separating the last representations of padded dancers from the first Corinthian phlyax representations may have seen a great alteration in performance. The activity of the padded dancer may certainly have continued and evolved after the 6th centuryj we lack the evidence from vases and other sources to record it. 29 There are of course many more vases with the scene on them in the Corinth museum, but these come from non-specifie contexts (wells, domestie debris, etc).3D The rarity of the padded dancer from the Demeter Sanctuary is important; it indieates that there was selectivity in sanctuary dedieations and more specifieally that the figure can be appropriate for one female deity, Hera (at Perachora), but not another. This is even more surprising, since it is very likely that Dionysos was worshipped in the Demeter Sanctuary at Corinth. 31 1 will come back to the signifieanceof the contexts below. Thus in summary, the padded dancers are humans, not satyrs; these reveUers dance in association with wine, with dionysiac connections, but such activity is appropriate for other deities as weU Cwine is, after aU, a feature at the festivals of so many gods). There is at times a hint of sexual activity CphaUoi, nude women), but nothing overt. 32 They are not actors, as there is rarely a reference to masks; they perform in groups and just as often alone or placed in animal friezes, and on a few occasions they appear in a narrative context. They travel, as they are shown on vases in other cities, such as Athens, but l would doubt that they had the same meaning. In Athens they appear primarily on cups, for a limited period; they do not have the popularity of their Corinthian prototypes. They are a curiosity, but not an integral part of Athenian culture as of Corinthian.
Women in Chain Dance (Frauenfest)
Our second form of dance, the chain of women, is very different in tone and yet is found in several instances in association with padded dancers. 33 The women are robed in peploi, always symmetrically arranged in a row or a chain, holding hands, often with wreaths, executing a dance with order and control.34 Visually they are the opposite of the men who dance sometimes in pairs, sometimes alone, sometimes in controlled fashion, sometimes in a riot. The male dance can become unpredictable, even verging on the wild. It may be a means of allowing disorder in a cultic context. The women, said in antiquitY to be more wild than men, yet dance with restraint and in total control. 35 The chains of women are less linked with other scenes; unlike the male dancers, they are not interspersed with animaIs or horsemen or found in mythological scenes. Their dance is controUed, self-contained, apart from others. The scene is also far less popular, as most of the vases showing it are found in Corinthian contexts. The dates of production are shorter than for the padded dancers (last quarter of the 7th to the mid-6th century) and the vase shapes are much more limited. An uncommon shape, the botde, is very 32 See Al.iYx, CorVP, p. 658-660. 33 There are scenes with nude females dancing riotously with the padded dancersj these do not belong to the Fri:menfest. Nor are the women maenads, but as so many have said, hetairai. Do they dance with the padded men in honour of Aphrodite?
34 For discussion see 
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E. PEMBERTON often so decorated. 36 The bottle may be specifically religious (for aspersion?); another type of cult vase, the phiale, is often decorated with the scene. The pyxis, considered to be a woman's vase, is also a frequent carrier. Dancing women also appear on wine vases: oinochoai and especially kotylai,37 but to my knowledge only one krater,38
There are several scenes with more intricate scenes which include both processing and dancing women. One of the most fascinating of these representations is on a pyxis in Munich, possibly by the Skating Painter (fig, 1) .39 On the shoulder are two similar groups of seated women, holding either a spindle or child (statue?); three standing women face them, holding wreaths or a child. The same composition of seated and standing women appears on the body of the vase, but enlarged with women who dance, or who carry baskets or a goat (for sacrifice); there is also a female aulete,40 There are no men. The scene shows the various types of offerings and honours Cincluding dancing) paid to seated deities by women and young girls. Very similar scenes appear on bottles in Béziers, Montpellier, Baltimore, and London,41 The latter shows only a procession,42 as none of the women hold hands. There In many of the scenes the women, whether dancing or walking, appear to be honouring seated figures with spindles. There is an obvious second theme of weaving on several of these vases,43 But it is difficult to !ink this festival with a specifie deity, for votives of weaving (spindle whorls, loom weights) can be found in many different shrines of female gods; in Corinth Demeter received them, as did Hera at Perachora. Women dancing, processions of women and young girls, references to weaving, ail these are appropriate themes for any female deity of the household, the family, the female community. Most important, in the orderly, stately, solemn manner of ail participants, we see the opposite of the more spirited padded dancers. the scene on a fragmentary broad bottomed oinochoe from Perachora (no. 2066), showing a girl with the (sacrificial) basket, seven women wearing quite elaborate dothing, a man leading a bull, and on a nonjoining fragment, a woman with a goat (as on the Munich pyxis). The Sanctuary of Demeter yielded six examples,49 induding the only krater known to me so decorated. That may not seem many, but when one considers, in absolute numbers over the full period of their production, that far fewer examples of the female scene were made, as against the many examples showing padded dancers, a ratio of six to two is striking. One should remember also rhat padded dancers are particularly popular on aryballoi, and that shape is almost absent from the Derneter Sanctuary. This must have sorne bearing on the meaning of the scenes in general and cult practice in particular. That Hera receives both scenes in relatively equal numbers, but Demeter does not, is not in my opinion accidenta!. l would suggest that despite Jucker's lucid argument for Artemis as the deity honoured by the 49 E. PEMBERTON 50 The rarity of padded dancers from the Demeter Sanctuary may be support for the idea that it was women who dined (and drank) in the Demeter sanctuary hestiatoria. 51 1 will return to this problem in the last section. Sorne Corinthian sanctuaries have thus yielded both scenes. There are a very few vases which combine padded dancers and dancing women, unfortunately from no specifie Corinthian contexts. Usually they occupy different registers on the same vase, as on a phiale in Athens, by the Patras Painter. 52 A kotyle found in Taranto, also by the Patras Painter,53 has four padded dancers and a flute player, and also athletes on one side (the 52 AMYX, CorVP, p .. 188, SEEBERG no. 212, from Corinth (but where?). There are other vases that combine padded dancers with single women, not dancing, such as the plate in Athens with banqueter and padded dancers, cited supra n. 9. Here one woman plays the f1utes, and three others (Amyx suggests they hold various objects) stand alone quietly amidst the cavorting men. An alabastron from a grave in Rhodes has in the top register two women, arms entwined, surrounded by padded ｾ ｡ ｮ ｣ ･ ｲ ｳ ［ but they do not form a true connection between them is not clear as the critical area is missing), and five women in a chain, separated by vertical rosettes from the dancers; there is no contact, they take no notice of each other. But one vase does show both male and female interacting, a pyxis in Berlin (figs. 2_4),54 of globular shape without handles, a shape which allows a continuous register. As both Lonsdale and Amyx aver, the three groups of male dancers, chain of women, and dignified robed men (apparently unbearded) certainly seem to be involved in a festival of sorne sort. One male dancer dips a jug into a column krater, to offer wine to the robed men (officiais?); other padded dancers carry rhyta, and a flute player in their midst signais the beginning of the livelier dance. The three groups are clearly interrelated by the way in which lead or end figures turn to the next group, and by the lack of any divisions between the groups.55 Padded dancers and the chain of dancing worrien interact as on no other example. If this vase refers to a specifie Corinthian festival, 1 would suggest it was one in which male and female worshippers had separate and discrete cult activities. 56 .
In his analysis of the scenes of dancing on the Shield of Achilles, where the same contrast of revelling men and orderly women is seen in the wedding procession, Lonsdale comments: "The tension between the orderly procession and the formai choral dances of the girls, on the one hand, and the exuberant play of the young men in the wedding party, on the other, is implied in the verb 'to revel' (KolllxÇro).,, 57 We may note also the individuality of the padded dancers in so many of the scenes, for they are not visually united in a group activity, quite different from the figurai repetition (one might say monotony) of the chain of dancing women or the closely related procession.
The Ilth ode of Bacchylides is relevant in thisiconography of male and female. It relates the story of the feud between Proetus and Acrisius. 58 The daughters of Proetus -darkhaired and untamed, maddened by Hera, fled 54 Corinthian attitudes towards gender roles and the relations between male and female than of actual cult activity. l agree with the former but not the latter conclusion, for she does note that the solemn women and reveling men might be two faces of the same cult.
58 BACCHYL., Ode 11, 112 (translation by the editor, D. Campbell), Cambridge / London, 1992, p. 182-185. \ from Tiryns. Proetus prayed to Artemis to take away the madness from his daughters, vowing a sacrifice of -20 unyoked tawny hided oxen (his price for his 20 unyoked daughters) and Artemis heard him and persuaded Hera to "put an end to the god-forsaken frenzies of the bud-garlanded girls (Koupaç). And they at once built a sanctuary and altar for her, and drenched it with the sheep's blood, and established the choruses of women (Kat xopoùç ïcr'tav
The implication is that the young women who dance in a precinct, sanctified by the sacrifice of domesticated animaIs, are the opposite of maddened frenzied girls -maenads of a sort -running amok in the wilderness. The young daughters have become women, tamed, yoked, civilized; the dance is the sign of this state. 59 That is perhaps why only women, not small girls,60 dance on Corinthian vases, in a uniform and controlled manner; men who have control' can release it under appropriate conditions. Dancing for women on our vases is an ordering force (Lonsdale's words), but for the padded dancers, a disruptive one. 61
Wine, Women, and Song: RimaI Feasting in Corinth 60 What may be the only textual reference to a dance in Corinth is in fact in honour of Hera Acraia, of seven youths and girls (scho!iast to Medea !ine 264). -C. CALAME, Les Choeurs de jeunes filles en Grèce antique, Paris, 1977, p. 220-222, calls this an encroachment on Artemis' territory. It is believed to have been a ritual of expiation in Corinththe legend concerning the children of Medea, killed by the people of Corinth, was in fact the aition of the cult of Hera Acraia, to appease her anger. It would appear to have been sorne sort of ritual of adolescence; but there is no reflection of this to my knowledge on Corinthian vases; the women who dance on Corinthian vases appear, so far as we can tell, to be mature, although sorne scenes have small figures but not as part of the dance, as noted above.
61 A kotyle in Munich by the Patras Painter (a specialist in both male and female dances) may help by contrast to eludicate this meaning of the dance: a solemn chain of women on one side is balanced by the line of repeated hoplites. Thus we see women and men in their respective civilized communal roles: AMYX, CorVP, p. 186, pl. 72.
62 For a discussion of objects in the cult of Hera at Perachora, see B. MENADIER, The Sixth Century BC Temple and the SanctualY and Cult of Hera Akraia, Perachora, PhD. 1995, especially chapt. 6. She cites, for example, the koulouria dedicated at the Heraion, but likna in the Demeter shrine; there are also sorne objects which are common in Hera pletely), and the finds are either published or sufficiently known. How do we expIain so few vases with padded dancers at the latter sanctuary? Was the komast scene, and its association with wine, deemed to be inappropriate for ritual activity there?
Certainly wine was consumed at the Demeter sanctuary; fragments of amphoras, kotylai, oinochoai are found in abundance, in the late 7th and 6th century levels (the period of our vases),63 even though the actual dining rooms, in which such cultic drinking and feasting might have occurred, were not built until close to the end of the 6th century.64 The building of these hestiatoria does not suggest new cult practices, but rather the creation of permanent facilities for rituals hitherto perhaps taking place in tents or simply in the open air. These buildings contained cooking facilities for meals, and cooking pots of various types were part of the sanctuary debris throughout its history; so we may conclude that both drinking and dining (simultaneously? at different festivals?) were regular activities in these buildings. 65 Corinthians evidently believed that formaI banqueting was a necessary activity in cuIts; most of the major sanctuaries hitherto excavated (Hera at Perachora, Poseidon at Isthmia, Asklepios by the north wall of the city, as well as the Demeter shrine) have facilities for ritual dining, as do buildings in the central city. 66 Where the couches are preserved, it would appear that the Corinthian practice was for single banqueters; many of the couches are insufficiently long to accommodate more than one person. 67 Though the visual evidence for Corinthian feasting, especially on kraters, is earlier than any preserved couches, the vases show the sarne practice: single reclining figures. We should also note in these scenes a conspieuous absence of any sort of riotous activity or hornosexuality. Corinthian representations of syrnposia are sober and restrained. 68 Fig. 5 A few Corinthian vases have representations of a single banqueter, reclining without any. cornpanions, whieh rnay reflect cult activity. Sorne show hirn with the padded dancers in a non-specifie context,6 9 but there are 68 Most of the banqueting scenes suggest a private context, with armour, dogs, musical instruments' and the like appropriate for a non-religious setting. The single banqueter appears therefore ta be the rule whether in ritual or private contexts. There is one exception to this, however: three vases show male and female reclining together. These three kraters were found in Italy (the example in Florence is surely from the area, and the vases in Detroit and the Louvre are from Caere), and have been explained as made specifically for the Etruscan market, where such mixed dining seems to have been practiced: J. DE also a few which are surely cultic. A pyxis in Paris, by the Skating Painter, whose work has been noted above, is supposed to be from a grave between Corinth and Sicyon (figs. 5_8).70 One male reclines on a couchj another seated at the edge has his feet washed. Other figures on the vase show women in procession (not holding hands, and so not dancing) toward a cult statue (?), which is being dressed or cleansed. Other figures carry sacrificial or votive objects: basket with oinochoai, a goat, spindles, wreaths. The activity suggests a shared cult of a male and a female deity. The single reclining banqueter is more likely ta be a hero or deity, not a symposiast, equivalent ta the Attic representations of the reclining/feasting Herakles or Dionysos.71 The Demeter Sanctuary contained archaie vases with only two representations of the padded dancer and none of banqueters; but it did yield sorne later terracotta figurines of the reclining banqueter type. 72 The inclusion of this type of dedieation throws light on the unpopularity of padded dancers on vases from the same sanctuary. The reclining male figure has specific reference to cult activity of feasting, probably both drinking and eating, as the figurine can carry drinking vessels, fruit, or other objects, such as a lyre. It is appropriate as a dedieation for both men and women, as it is an accepted type, relevant to the cult activity.73 That ail these figurines from the Demeter Sanctuary are male does not obviate against female dining. Because the sanctuary may also have honoured Dionysos at separate festivals,74 the banqueting hero wouId be an appropriate dedieation. In contrast to the banqueter, the padded dancer imagery refers not to ritual feasting and drinking, available, we believe, to both men and women in the Sanctuary, but to specifie male activity associated with wine and most partieularly Dionysos (but other deities are not excluded). The Berlin pyxis Cfigs. 2-4), discussed above, shows the padded dancers and officiais directly connected to the wine vessel; the dancing women are removed from it,75 This spatial differentiation is reinforced by the lad: of references to wine in any Frauenfest scenes.
Thus, the paucity in the Demeter Sanctuary of vases showing padded dancers suggests that the activity implicit in those figures was not appropriate for that partieular sanctuary. Though women did feast and drink in the Demeter Sanctuary, the padded dancer was not popular, because that image reinforced the male connection with wine. In this shrine, women partici- pated in activity more usually associated with men; sa images of women as the proper controlled dancers were appropriate dedications, if only ta remind them of their more usual role,76 Of course, the imagery of dancing women was suitable in its own right for use at and dedication in a shrine of household deities.
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It is, l believe, no accident that the chain dance is preferred at the Demeter Sanctuary. But the inclusion of bath scenes at Perachora in relatively equal numbers may help ta discern cult activity at that site. The larger number of padded dancer scenes would suggest the exclusion of women from wine and feasting at Perachora, Indeed, only one figurine of the banqueting hero was dedicated at that sanctuary;78 sa formaI feasting and drinking as a major cult activity may not have been sa important,79 In her study of the cult activity at Perachora, B. Menadier has postulated chthonic rites at that shrine, as well as initiation rituals for bath boys and girls. 80 Dedications of vases with representations of bath padded dancers and dancing women, showing fundamental differences for male and female activity in cult, would be indicators of acceptable behaviour. May we argue that the worship of Hera, goddess of family and oikos, reinforced normal roles, as shawn in the two types of scenes; but cult activity in the sanctuary of Demeter reversed them, or at least temporarily upset them, by allowing women access ta male aètivities and privileges in the dining rooms of that 76 Thus I believe it is not coincidental that the only krater so far known with dancing women on it is from the Demeter Sanctuary; the forma lity and orderliness of their dance replaces that other scene of dancing which is much more common on Corinthian kraters. This may be taking the evidence too far. Let me end with this suggestion: any interpretation of padded dancers, dancing women, banqueting, or other religious activity must be related to the individual city and sanctuary. By discussing the Corinthian examples of two scenes from two Corinthian shrines, sorne greater understanding may be gained of Corinthian cult roles of men and women, and attitudes towards those roles. 
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